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SHAKESPEARE QUARTERLY acquiescing to power and those that emphasize resistance. The book, though, has a
diï¬€erent form, as it is divided into three sections, each containing three essays.

A common theme in Shakespearean drama is the influence of power on the lives of those nbsp; Public Justice
and Private Mercy in Measure for Measure â€” Core lays out the action of Measure for the power of the state
to enforce laws and punish wrongdoers, A Volume of Essays, ed. In order to determine what the law was in
the Elizabethan Age for crime and A fair amount of Shakespeare 39;s plays have treason included in the play.
Power and Authority in William Shakespeare 39;s The Tempest serves as a prime example for Michel
Foucault 39;s theory on disciple and punishment. John is a specialist in 18th-century literature and is at present
writing the volume of the Oxford nbsp; John E. Alvis, professor of English and director of American. With his
depiction of Cleopatra, Shakespeare imagines absolute power. See Richard III 5. Shakespeare and the Uses of
Power by Stephen Greenblatt The None of Shakespeare 39;s plays, not even Macbeth, unequivocally endorses
the view If the conspirators do nonetheless aim to wield power in the newly restored. Judgment in effect
means punishment: Shakespeare 39;s Revisions of Fear and in four plays by might we suppose that the power
of Shakespeare 39;s theatre consists precisely in. The second one, already mentioned above at the beginning of
the present essay, nbsp; Shakespeare 39;s Hand University of Minnesota Press for the first time, these essays
offer a sustained, Christopher Pye, author of The Vanishing: Shakespeare, the Subject, and Early nbsp; A.
Nuttall reviews 39;Essays, Mainly Shakespearean 39; by Anne Barton Essays, Mainly Shakespearean by Anne
Barton Festschrift a volume of essays on comedy by friends and colleagues of Professor which the very
modesty of Williams 39;s quiet reply has a frightening destructive power. William Shakespeare Poetry
Foundation activities Power relations expressed through the gendered language of Elizabeth 39;s eroticized.
Investigation of Jaggard 39;s volume, called The Passionate Pilgrime, has. For example, in , under Edward VI,
a collection of homilies was produced that lt; www. Shakespeare, Human Nature, and English Literature:
Shakespeare This essay speculates on the impact cognitive studies may have on Yet, to his discomfort, he
found very little evidence of either; he found forms of state and social power aplenty, but the volume in which
it was collected, Shakespearean Negotiations. The Birth of the Prison. A Room of Infinite Possibilities â€”
Jstor is a well-chosen collection of essays, ranging from the. Testament for which the punishment for adultery
was death, Bloom the Jew ironi- tedium and. Richard II â€” ipl2 Literary Criticism Selected Papers of the
West Virginia Shakespeare and Renaissance Association Volume 19, specifically the analysis offered in
Discipline and Punish of the development of disciplinary strategies The essay argues that precisely these
strategies of disciplinary power can be traced in the nbsp; Staging Executions: Shakespearean fool â€”
Wikipedia fool is a recurring character type in the works of William Shakespeare. Armin became a
counter-point to the themes of the play and the power relationships between the theater and the role of. As
Shakespeare conceives it, the Fool is a servant and subject to punishment 39;Take heed, sirrah the whip nbsp;
Shakespeare 39;s Cymbeline â€” Ghent University Library , ed. For Shakespeare and the Gothic novelists, the
dramatic potential of these elements corresponds directly. This collection of essays offers a broad range of.
Power and Punishment in Measure. She is the editor of and contributor to a volume of essays, Shakespearean
Power and Punishment Thomas Un sexing Lady Macbeth: Gender, Power, and Visual. In Macbeth
Shakespeare presented the moral phenomena in such a. Macbeth on the other hand is a man who feels the
power of morality to the fullest extent. Ann Baynes Coiro and Thomas Fulton, eds. After all, part of the power
of historicist methodology is that it can be learned, nbsp; View of Justice in Shakespeare 39;s the Merchant of
Venice and Measure This Essay is brought to you for free and open access by NDLScholarship.
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The title of Shakespearean Power and Punishment implies an homage to Foucault's "Discipline and Punish," a text
engaged by a number of contributors and one whose centrality for New Historicism.

He helped shape the English we use today, introducing up to words and dozens of well-known phrases. His
plays are known around the world for their universal themes and insight into the human condition. Yet much
about the playwright is a mystery. It was usual for christenings to take place on the third day after birth. He
was born during the reign of Queen Elizabeth I, who had recently converted England to Protestantism.
William was the third of eight children, though his two elder siblings did not survive childhood. Attendance
records from this time have been lost. It is likely that he began his education at the age of six or seven. As his
father was now a bailiff, young William probably attended the local grammar school. Its curriculum
emphasised Greek classics and pupils also learned plays in Latin. Religious education was also important, and
Shakespeare drew on these sources in his later work with classical and religious allusions. Shakespeare
probably attended school until about age There is no record of him going to university. Francesco da Mosto
investigates how plausible it is that Shakespeare could have visited Venice. Shakespeare married the year-old
Anne Hathaway, in when he was She was already three months pregnant with their first child. The baptisms
of his three children are the last record of him for seven years, known as his lost years. At some point
Shakespeare went to London, leaving his family in Stratford, and established himself as a playwright and
actor. A century later his first biographer suggested he fled to London to escape punishment for deer poaching.
However, no records have been found of his activities in these years. The next known record of Shakespeare
appears after he was already a playwright in London. Drama in Elizabethan theatre shifted from the religious
to the secular and companies of players formed to entertain the public under the patronage of noblemen.
Scholars suggest the application showed he was now a successful businessman as much as a talented
playwright. He that wants money, means, and content is without three good friends. That year the author
Francis Meres singled him out from a group of English writers as "the most excellent" in both comedy and
tragedy. His work attracted royal attention; he acted in several performances before Queen Elizabeth I. Others
suggest Richard II criticised her as it describes the overthrowing of a monarch. The wonder of our stage.
James Shapiro on the building of the Globe. The king and the playwright: A Jacobean history BBC 4, The
group built their own theatre called the Globe, and Shakespeare owned a This made him even wealthier. He
invested in property in Stratford and London, and records of his purchases survive. In he bought the second
biggest house in Stratford for his family, as well as acres of farmland and a cottage. Later, he bought property
to let in London, showing his business acumen. James Shapiro explains the changes Shakespeare faced after
King James took the throne. King Lear, Act 1, Scene 1 Around this timeâ€¦.
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The essays in this volume demonstrate how effectively different -- indeed seemingly contradictory -- theoretical
paradigms can work with Shakespeare's plays to excavate issues of power and punishment.

These student-teacher-text power relationships parallel the power relationships between the dominant
patriarchy and the female characters in "Othello" â€” Desdemona, Emilia, and Bianca. However, "Antony and
Cleopatra" presents an alternative model of distributing power that teachers and students might find
instructive. In "Othel 1 o," the female characters are ultimately ineffective in changing the power relationship
between the dominant culture and themselves. In "Antony and Cleopatra," however, Shakespeare offers the
most hope of building a marginal voice that is strong enough to speak against and outside the dominant
discourse. Both main characters contribute to the creation of this new order. Not in the Romantic senseâ€” the
power of his words to open eyes and minds; but instead the power of this writer and his works to intimidate
students of all levels. In "Power, Patriarchy, and Punishment," I want to draw parallels between the
student-teacher-text power relationships and the power relationships between the dominant patriarchy and the
female characters Desdemona-Emilia-Bianca in Othello. Power and the Dominant Culture How is a woman,
according to the painful elaborations of Julia Kristeva and others, to avoid the Scylla of silence or madness
and the Charybodis of alienated masculine discourse? Is it possible to not only speak against, but outside a
phallocentric, patriarchal structure? For as long as the oppressed have been struggling for power, there have
been two primary ways to dismantle the dominant culture, both of which can be equally impotent The first is
to adopt the dominant culture putting all demolition on hold and enter the center of it to start a revolt from
within. While both of these options can create a new power, both also have the potential to reinforce the power
that exists. A co-opted usurper can become too comfortable within the inner circle and fail to overthrow it; a
border allegiance can invest great energy into screams and protests that are never heard because the margins
are too wide and far apart. Shakespeare makes full use of intra textual powers of punishment. His punishment
of female characters sends mixed messages to readers who dare to listen to his ambiguously weaved signals.
While he sketches characters who seem capable of deconstructing the culture, he simultaneously deconstructs
them himself by inflicting punishment in the form of madness, disgrace, death, or all of the above. So on to the
characters. While Desdemona is inside the inner circle and Bianca is outside it, Emilia seems to move in
spheres connected to both. Throughout much of the play, Desdemona is a woman firmly in control. She is
sexual and assertive without carrying the baggage of madness. Skillfully she constructs a logical therefore
masculine rhetoric that Brabantio cannot deny: For the reader, Desdemona is almost too good to be entirely
believable. When Othello accepts Desdemona as stereotype rather than individual, her behavior that was once
laudable, now stacks the deck against her. In terms of power, Desdemona has the tools to speak against the
inner circle. The opportunity to realign their power differential is lost. Fetch me the handkerchief! So Iago can
sever it with words. First, by planting seeds of false discourse, and then by covertly directing their
conversation in opposing missives, as the extended dialogue above illustrates. The manner of her death is no
accident. It is a fitting end. Eamon Grennan says, "As Desdemona argues passionately for the life of her body,
it is the argument speech itself that Othello smothers, taking away her life. Loss of speech, in her for whom it
was the exact embodiment of self, is loss of life" Her punishment matches the crime, the challenge to power
and patriarchy. And to Iago who also tries to silence her: Bianca offers a strong voice from the margins, but
hers is a voice seldom heard through the background noise of "whore," "strumpet" that surrounds her. As a
point of comparison between words debasing names and actions loving concern , Bianca "brings into sharper
focus the moral deficiencies of the world that would condemn her" Grennan While Desdemona speaks against
the order from within, Bianca speaks against it from without. Both sides of resistance tug at Emilia. She says,
"Oh fie upon thee, strumpet! But from Emilia who walks the margins rather than being inside or outside of
them, Bianca rejects the word and the title: She ceases to function as the reconciler of the views of the men
and women, and the separations between them becomes absolute" Neely Although Bianca, Emilia, and
Desdemona do not dismantle the patriarchal structure, their work from inside and outside does at least threaten
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to put a chink its armor. Still, the call is not for a victory of the dominant or the oppressed, but perhaps a union
of the two. In particular, he questions inscripted assumptions that men are always on the inside and that
women are always "other. It is from this premise that I move from the inner and outer circles of power voiced
by female characters to the voice of a tragic couple outside the circle of power. In particular, Antony and
Cleopatra, who show mutuality and balance in their textual voicing, in their shared textual power. Each
character begins the play inside and isolated within a warring inner 6 ERIC 7 circle that their existence as a
couple critiques. Antony is within Rome; Cleopatra, Egypt. Shakespeare gives this couple the opportunity to
build up marginal allegiance, to create a new empowered culture outside the dominant culture. But ultimately
they fail. Some critics claim victory in their deaths, a transcendence or apotheosis that defeats the competitive
cultures they leave behind, but evidence supports an opposite conclusion. In many ways the dominant cultures
are stronger after the couples exit; Caesar is sole ruler of the world. For Antony this is a struggle to accept
mutuality over dominance in love, the latter being the norm. In the character of Mark Antony, there is
movement toward acceptance after his initial aversion to anything less than complete male dominance. Early
in the play he understands the risk: Antony and Cleopatra In Antony and Cleopatra, Shakespeare offers the
most hope of building a marginal voice that is strong enough to speak against and outside the dominant
discourse. It is the most hopeful because both main characters contribute to the creation of this new order.
Early in the play, Antony makes claim for this new, shared power: From the beginning, Antony views
Cleopatra and himself as superior beings, but it takes the winding course of the play, and treks between Rome
and Egypt before he understands their superiority in non-patriarchal, non-Roman terms. Antony, too, is not
solely a warrior, nor completely a lover. Unfortunately, these new identities which begin as an experiment,
end in failure. Antony and Cleopatra leave Rome and attempt to fashion a world in Egypt, a scary, messy
world that they have not the tools to completely construct nor to maintain a non-patriarchal way. Ultimately,
of course, Antony and Cleopatra are cannot fashion a new, positive relationship between men and women, the
powerful and the powerless. Caesar rules the world. Antony can no more live with an irrevocable loss of
Rome desertion of masculine than he can live with his loss of Egypt, his Cleopatra appropriation of feminine.
At times power, patriarchy, and punishment seem to be built from a cultural house of cards, precarious, ready
to fall; at other times, the foundation seems concrete, indestructible. Either way, the cost of demolition is high.
Whether from the inside or the outside, any challenge sacrifices the relative comfort of the status quo, though
those on the inside have more to lose. The real challenge is to find an alternative way to redistribute power,
one that is neither appropriated nor marginalized, one that speaks to, but not for, the dominant culture.
Identification with the maternal in Antony and Cleopatra. University of California Press, Feminist Criticism
of Shakespeare, eds. University of Illinois Press, , Shakespeare and the Question of Theory. Patricia Parker
and Geoffrey Hartman. A waste of shame: The Expense of Spirit: Cornell University Press,
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In constructing his history plays, Shakespeare most likely relied upon the Chronicles of Froissart, and,
primarily, Holinshed, but he altered and embellished the material found in these sources. The plays make the
statement that the best possible ruler must be both anointed and politically shrewd. This philosophy seems to
be a combination of Tudor and Machiavellian theories on the nature of kingship and power. Moreover, it is
possible that this didactic message linking all four history plays in the second tetralogy was constructed as a
reaction to the succession problem and the potentiality that Elizabeth and her council might choose an heir
lacking in one or both of these areas. Thus, the plays, to a large extent, can be read as a collective guide to help
Elizabeth select the next ruler of England. In order to assess the credibility of the argument that the plays
contain the didactic message that a ruler needs the combination of divine right and leadership qualities, we
must examine the three main characters, Richard II, Henry IV, and Henry V, as found in the chronicles and in
the plays. However, it is the small and subtle changes to the chronicles that so effectively reshape the focus of
the play from a simple report on history, to a dramatic lesson on the responsibilities of monarchs. The first and
most striking example is the way the character of Gaunt changes. In the Chronicles, Gaunt is a disorderly and
rapacious magnate. However, in Richard II, Gaunt is the voice of reason, wisdom, and, above all, patriotism. It
is likely that Shakespeare relied on the Chronicle of Froissart for his characterization of Gaunt. The duke of
Lancastre was sore dyspleased in his mind to se the kynge his nephewe mysse use himselfe in dyvers thynges
as he dyd. He consydred the tyme to come lyke a sage prince, and somtyme sayd to suche as he trusted best:
Our nephue the kynge of Englande wyll shame all or he cease: The Frenchman are right subtyle; for one
myschiefe that falleth amonge us, they wolde it were ten, for otherwise they canne nat recover their
dommages, nor come to their ententes, but by our owne means and dyscorde betwene ourselfe. And we se
dayly that all realmes devyded are destroyed;. John Froissart, Chronicles [London: In many of his speeches in
the play, Gaunt emphatically expounds the importance of the Divine Right of Kings. To stir against the
butchers of his life! But since correction lieth in those hands Which made the fault that we cannot correct, Put
we our quarrel to the will of heaven. The Tudors adopted the theory of the Divine Right of Kings in the
attempt to maintain a strong government, and to counter the Papal authority as the state attempted to break
away from the church. The theory became the foremost doctrine of the time regarding the nature of kingship,
and rests on four main statements: The vehicles for the expression of Tudor propaganda were usually homilies
and sermons. It declares the following: As quoted in B. God hath sent us a noble king in this his visitation; let
us not provoke against him. Let us beware; let us not displease him; let us receive with all obedience and
prayer the word of God. I hear say ye walk inordinately, ye talk unseemly, otherwise it becometh Christian
subjects: I will not make the king a pope; for the pope will have all things that he doth taken for an article of
our faith. I will not say but the king and his council may err; I pray daily that they may not err. It becometh us,
whatsoever they decree, to stand unto it, and receive it obediently. Hugh Latimer, Sermons [Cambridge:
Bolingbroke will make countless other English men and women feel the repercussions of his act of deposing
the rightful King Richard. However, there are other additions in the drama that also work to this end. York
then "came foorth into the church that stood without the castell, and there communed with the duke of
Lancaster" Holinshed, Chronicles [New York: He clearly obeys his orders and tries to fight Bolingbroke, but
he seems to change sides and join Bolingbroke without compunction or hostility. Grace me no grace, nor
uncle me no uncle! York, in the play, is outraged that Bolingbroke would consider rebelling against Richard.
Having no choice, York goes along with Bolingbroke, but he is bitter: Not all the water in the rough rude sea
Can wash the balm off from an anointed king. But the additions also illustrate the importance of legitimacy
itself. Richard has gained the throne by the law of primogeniture, and has license to control England because
he is a divinely-ordained king. Although Richard, as we will see, is grossly incompetent at managing the
affairs of the realm, he is legitimate; he has right on his side, and, therefore, he has one of the qualifications
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that make a successful ruler. What Richard is lacking is the ability to make shrewd political decisions. He is
ordained and has the rightful authority and obligation to lead his subjects, but, being weak and self-absorbed,
he cannot fulfill his duty. His ineffectiveness is shown in the Chronicles of Holinshed, but to a far lesser extent
than in the play. Subsequently, the additions illustrate that Richard is not the best possible ruler because he
does not have the combination of legitimacy and political savvy. It seems a necessary decision in the
Chronicles â€” Richard desires to end the argument, and no other motive of Richard is implied. But in the
play, Richard makes the following speech after Bolingbroke is banished that impugns his motives behind the
removal of Bolingbroke: Although severely punishing a man so beloved by the people for a minor offense is
political folly, Richard does not seem to take this into consideration. He shows his weakness as a ruler by
allowing his emotions to shape his decisions. This passage also illustrates that Richard has not been able to
interact effectively with the English people; he has done nothing to gain their support. This estrangement from
the common people is politically disastrous. In both the play and The Prince we see that the ability to
influence public opinion is the key to political success, a concept that Richard cannot grasp. Holinshed does
not say for what purpose Richard used the money. Shakespeare, however, adds the following passage: We will
ourself in person to this war; And, for our coffers, with too great a court,. If that come short, Our substitutes at
home shall have blank charters. I, iv, To take the money of his already poverty-stricken subjects and use it to
finance the war in Ireland is a politically-disastrous decision. Thy deathbed is no lesser than thy land, Wherein
thou liest in reputation sick;. A thousand flatterers sit within thy crown, Whose compass is no bigger then thy
head. These passages echo the words of Machiavelli: What will make [the ruler] despised is being considered
inconstant, frivolous, effeminate, pusillanimous, and irresolute: He should contrive that his actions should
display grandeur, courage, seriousness and strength. A ruler who succeeds in creating such an image of
himself will enjoy a fine reputation; and it will be difficult to plot against him or to attack him. A ruler will
effectively protect himself from this danger if he avoids incurring hatred and contempt, and keeps the people
satisfied with him. It is essential to do this. Richard believes that his status as anointed king is the only
attribute he needs to govern successfully, and so he makes no effort to display those traits that both the Prince
and the play deem vital. According to Machiavelli, above all else, the confiscation of property is the worst
action a ruler can take. Richard, playing perfectly the role of an incompetent ruler, does not even give it a
second thought 3. Bolingbroke Hath seized the wasteful king. We at time of year Do wound the bark, the skin
of our fruit trees, Lest, being overproud in sap and blood, With too much riches it confound itself. Richard has
only one of the facets that makes a successful ruler. Henry has all the characteristics of a great Machiavellian
despot and, were this enough, he would be the consummate ruler and have a peaceful reign. But,
unfortunately, Henry IV comes to the throne as a usurper and an illegitimate monarch. A woonder it was to see
what number of people ran after him in euerie towne and street where he came, before he took the sea;
lamenting and bewailing his departure, as who would saie, that when he departed, the only shield, defense, and
comfort of the commonwealth was vaded and gone Chronicles, p. In the play, however, Shakespeare creates a
speech for Richard that reveals not only the tremendous affection the people have for Bolingbroke, but, more
significantly, it reveals how he has gained their favor: Off goes his bonnet to an oyster-wench; A brace of
draymen bid God speed him well And had the tribute of his supple knee. He is already living up to the ideal
Machiavellian statesman whose primary goal is "to seem merciful, trustworthy, humane, upright and devout"
Machiavelli, p. But, in Richard II, unlike in the Chronicles, the historical event is manipulated so that it
resembles the confrontation between Bolingbroke and Mowbray earlier in the play. Its position right before
the deposition scene has great significance. Bolingbroke, however, is complete master of the situation. But
Holinshed reports that Henry went on a crusade only during the final year of his reign, and there is no mention
of why Henry decides to leave, other than to destroy the infidels. While it is obvious that Henry feels remorse
for his actions, it is not likely that this is the sole motivation for his sojourn abroad. Did lately meet in the
intestine shock And furious close of civil butchery, Shall now in mutual well-beseeming ranks March all one
way. In this instance, the connection to Machiavelli is striking: Nothing enables a ruler to gain more prestige
than undertaking great campaigns. In our own times Ferdinand of Aragon, the present King of Spain is a
notable example. This man attacked Granada at the beginning of his reign, and this campaign laid the
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foundations of his state. First of all, he began the campaign. Moreover, he continued to make use of religion,
resorting to a cruel and apparently pious policy of. The basis of this scene comes from Holinshed. He writes
that the tales Henry had heard about Hal "brought no small suspicion into the kings head, least his son would
presume to vsurpe the crowne. It is then reported that they reconcile. Shakespeare, building upon this
historical reconciliation, includes a speech by Henry who describes how he achieved power: Opinion, that did
help me to the crown, Had still kept loyal to possession, And left me in reputeless banishment, A fellow of no
mark nor likelihood. So when he had occasion to be seen. Henry, because of his desire to keep the favor of the
common people, will perform any action, and assume any persona. It does not matter if he is insincere, as long
as he conveys the right sentiment to the people , as long as he appears "merciful, trustworthy, upright, humane,
and devout" Machiavelli, p.
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A common theme in Shakespearean drama is the influence of power on the lives of those nbsp; Public Justice and
Private Mercy in Measure for Measure - Core lays out the action of Measure for the power of the state to enforce laws
and punish wrongdoers, A Volume of Essays, ed. Essay on Crime and Punishment in the Elizabethan Age Bartleby: In.

Foucault seeks to analyze punishment in its social context, and to examine how changing power relations
affected punishment. He begins by analyzing the situation before the eighteenth century, when public
execution and corporal punishment were key punishments, and torture was part of most criminal
investigations. It was a ritual in which the audience was important. Public execution reestablished the
authority and power of the King. Popular literature reported the details of executions, and the public was
heavily involved in them. The eighteenth century saw various calls for reform of punishment. The reformers,
according to Foucault, were not motivated by a concern for the welfare of prisoners. Rather, they wanted to
make power operate more efficiently. They proposed a theater of punishment, in which a complex system of
representations and signs was displayed publicly. Punishments related obviously to their crimes, and served as
an obstacle to lawbreaking. Prison is not yet imaginable as a penalty. Three new models of penality helped to
overcome resistance to it. Nevertheless, great differences existed between this kind of coercive institution and
the early, punitive city. The way is prepared for the prison by the developments in the seventeenth and
eighteenth centuries of the disciplines. This is achieved by devices such as timetables and military drills, and
the process of exercise. Through discipline, individuals are created out of a mass. Disciplinary power has three
elements: Observation and the gaze are key instruments of power. By these processes, and through the human
sciences, the notion of the norm developed. Institutions modeled on the panopticon begin to spread throughout
society. Prison develops from this idea of discipline. It aims both to deprive the individual of his freedom and
to reform him. The penitentiary is the next development. It combines the prison with the workshop and the
hospital. The penitentiary replaces the prisoner with the delinquent. The delinquent is created as a response to
changes in popular illegality, in order to marginalize and control popular behavior. Criticism of the failure of
prisons misses the point, because failure is part of its very nature. The process by which failure and operation
are combined is the carceral system. The aim of prison, and of the carceral system, is to produce delinquency
as a means of structuring and controlling crime. From this perspective, they succeed. The prison is part of a
network of power that spreads throughout society, and which is controlled by the rules of strategy alone. Calls
for its abolition fail to recognize the depth at which it is embedded in modern society, or its real function.

Page 8

SHAKESPEAREAN POWER AND PUNISHMENT pdf
6: Theile: Shakespeare
Shakespearean Power and Punishment: A Volume of Essays. Fairleigh Dickinson Univ Pr. Used - Good. Shows some
signs of wear, and may have some markings on the inside.

The lovers have exchanged jewellery as tokens: Imogen with a bracelet, and Posthumus with a ring. The
Queen is also plotting to murder both Imogen and Cymbeline, procuring what she believes to be deadly poison
from the court doctor. The doctor, Cornelius, is suspicious and switches the poison with a harmless sleeping
potion. If Posthumus wins, not only must Iachimo pay him but also fight Posthumus in a duel with swords.
Iachimo heads to Britain where he aggressively attempts to seduce the faithful Imogen, who sends him
packing. Returning to Italy, Iachimo convinces Posthumus that he has successfully seduced Imogen. In his
wrath, Posthumus sends two letters to Britain: He has Imogen disguise herself as a boy and continue to
Milford Haven to seek employment. In the guise of a boy, Imogen adopts the name "Fidele," meaning
"faithful. Imogen has now been travelling as "Fidele" through the Welsh mountains, her health in decline as
she comes to a cave: These two young men are in fact the British princes Guiderius and Arviragus, who
themselves do not realise their own origin. The men discover "Fidele," and instantly captivated by a strange
affinity for "him" become fast friends. Outside the cave, Guiderius is met by Cloten, who throws insults,
leading to a sword fight during which Guiderius beheads Cloten. The treacherous Queen is now wasting away
due to the disappearance of her son Cloten. Meanwhile, despairing of his life, a guilt-ridden Posthumus enlists
in the Roman forces as they begin their invasion of Britain. Belarius, Guiderius, Arviragus, and Posthumus all
help rescue Cymbeline from the Roman onslaught; the king does not yet recognise these four, yet takes notice
of them as they go on to fight bravely and even capture the Roman commanders, Lucius and Iachimo, thus
winning the day. Posthumus, allowing himself to be captured, as well as "Fidele", are imprisoned alongside
the true Romans, all of whom await execution. In jail, Posthumus sleeps, while the ghosts of his dead family
appear to complain to Jupiter of his grim fate. Jupiter himself then appears in thunder and glory to assure the
others that destiny will grant happiness to Posthumus and Britain. Watercolor of Posthumus and Imogen by
Henry Justice Ford Cornelius arrives in the court to announce that the Queen has died suddenly, and that on
her deathbed she unrepentantly confessed to villainous schemes against her husband and his throne. Both
troubled and relieved at this news, Cymbeline prepares to execute his new prisoners, but pauses when he sees
"Fidele," whom he finds both beautiful and somehow familiar. A remorseful Iachimo tells of his bet, and how
he could not seduce Imogen, yet tricked Posthumus into thinking he had. Ecstatic, Imogen throws herself at
Posthumus, who still takes her for a boy and knocks her down. Pisanio then rushes forward to explain that
"Fidele" is Imogen in disguise; Imogen still suspects that Pisanio conspired with the Queen to give her the
poison. Pisanio sincerely claims innocence, and Cornelius reveals how the poison was a non-fatal potion all
along. With her brothers restored to their place in the line of inheritance, Imogen is now free to marry
Posthumus. Lucius calls forth his soothsayer to decipher a prophecy of recent events, which ensures happiness
for all. Blaming his manipulative Queen for his refusal to pay earlier, Cymbeline now agrees to pay the tribute
to the Roman Emperor as a gesture of peace between Britain and Rome, and he invites everyone to a great
feast. Sources[ edit ] The plot of Cymbeline is based on a tale in the chronicles of Raphael Holinshed and is
ultimately part of the Matter of Britain , derived from the part of the Historia Regum Britanniae of Geoffrey of
Monmouth about the real-life British monarch Cunobeline. Shakespeare, however, freely adapts the legend
and adds entirely original sub-plots. When Cymbeline was actually written cannot be precisely dated. The
Yale edition suggests a collaborator had a hand in the authorship, and some scenes e. Both plays concern
themselves with a princess who, after disobeying her father in order to marry a lowly lover, is wrongly
accused of infidelity and thus ordered to be murdered, before escaping and having her faithfulness proven.
Furthermore, both were written for the same theatre company and audience. Cull notes its possible symbolism
as the landing site of Henry Tudor , when he invaded England via Milford on 7 August on his way to deposing
Richard III and establishing the Tudor dynasty. It may also reflect English anxiety about the loyalty of the
Welsh and the possibility of future invasions at Milford. The most famous comments were made by Samuel

Page 9

SHAKESPEAREAN POWER AND PUNISHMENT pdf
Johnson: This play has many just sentiments, some natural dialogues, and some pleasing scenes, but they are
obtained at the expense of much incongruity. To remark the folly of the fiction, the absurdity of the conduct,
the confusion of the names and manners of different times, and the impossibility of the events in any system of
life, were to waste criticism upon unresisting imbecility, upon faults too evident for detection, and too gross
for aggravation. Bored with people, bored with real life, bored with drama, bored, in fact, with everything
except poetry and poetical dreams. Some have taken the convoluted plot as evidence that the play deliberately
parodies its own content. Harold Bloom says "Cymbeline, in my judgment, is partly a Shakespearean self
parody; many of his prior plays and characters are mocked by it. In one scene, a character seems to say that a
plot point is to be "laughed at". In November , David Garrick returned to a more-or-less original text, with
good success: Posthumus became one of his star roles. The production was highly praised. In , his brother
Charles mounted an antiquarian production at Covent Garden ; it featured costumes designed after the
descriptions of the ancient British by such writers as Julius Caesar and Diodorus Siculus. Helena Faucit
returned to the stage for this performance. The set design, overseen by Lawrence Alma-Tadema , was lavish
and advertised as historically accurate, though the reviewer for the time complained of such anachronisms as
gold crowns and printed books as props. Barry Jackson staged a modern dress production for the Birmingham
Rep in , two years before his influential modern dress Hamlet. London saw two productions in the season.
Michael Benthall directed the less successful production, at The Old Vic. The set design by Audrey Cruddas
was notably minimal, with only a few essential props. She relied instead on a variety of lighting effects to
reinforce mood; actors seemed to come out of darkness and return to darkness. Following Victorian practice,
Benthall drastically shortened the last act. Saintsbury as Iachimo, c. The next major Royal Shakespeare
Company production, in , went in the opposite direction. Working on a set draped with heavy white sheets,
director William Gaskill employed Brechtian alienation effects , to mixed critical reviews. Bernard Levin
complained that the bare set deprived the play of necessary scenic splendor. Patrick Allen was Posthumus, and
Tom Fleming played the title role. Charles Keating was Cloten. As with contemporary productions of Pericles,
this one used a narrator Cornelius to signal changes in mood and treatment to the audience. Robert Speaight
disliked the set design, which he called too minimal, but he approved the acting. The latter production, which
was marked by much-approved scenic complexity, featured Colm Feore as Jachimo, and Martha Burns as
Imogen. The play was again at Stratford in , directed by David Latham. The cast wore identical costumes even
when in disguise, allowing for particular comic effects related to doubling as when Cloten attempts to disguise
himself as Posthumus. Cymbeline was also performed at the Cambridge Arts Theatre in October in a
production directed by Sir Trevor Nunn, who sought to re-capture the essence of the play as a story narrative,
and in November at the Chicago Shakespeare Theatre. The play was included in the repertory season of the
Oregon Shakespeare Festival. The version, directed by Rachel Alt, went in a completely opposite direction
and placed the action on ranch in the American old west. The Queen was a southern belle married to a rancher
with Imogen as a high society girl in love with the cowhand Posthumous. The production was set in the souks
of Dubai and the Bollywood film industry during the s communal riots and received acclaim from reviewers
[34] and academics [35] alike. This version of the play was performed at the Royal Shakespeare Theatre
before moving to the Barbican in late William Hawkins revised the play again in His was among the last of
the heavy revisions designed to bring the play in line with classical unities. He cut the Queen, reduced the
action to two places the court and a forest in Wales. He called it "stagey trash of the lowest melodramatic
order". Ed Harris takes the title role. Perhaps the most famous verses in the play come from the funeral song of
Act IV, Scene 2, which begins: Golden lads and girls all must, As chimney-sweepers, come to dust. The first
two lines are quoted by Virginia Woolf in Mrs. Dalloway by the two main characters Clarissa and Septimus
Smith. The lines, which turn Mrs. The song provides a major organisational motif for the novel. The last two
lines appear to have inspired T. Pollicle dogs and cats all must Jellicle cats and dogs all must Like undertakers,
come to dust. AD 10â€”40, while the reign of Augustus mentioned five times in the play ended in AD Press, ,
pg. Retrieved 9 February English Identity and the Welsh Connection". Oxford University Press â€” via
Google Books. Shakespeare Around the Globe New York: Elm Tree Books, Daily Mail 18 July Celts and
Greenery," Shakespeare Quarterly 52 Not just a Romeo". The New York Times. Archived from the original
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7: Project MUSE - Shakespearean Power and Punishment: A Volume of Essays (review)
Enter your mobile number or email address below and we'll send you a link to download the free Kindle App. Then you
can start reading Kindle books on your smartphone, tablet, or computer - no Kindle device required.

Tobacco Factory Theatre Crime and Punishment English playwright William Shakespeare is considered to be
among the most influential writers of all times for several reasons. One of these reasons is that Shakespeare
was able to write about timeless subjects that have concerned mankind for centuries. Moreover, his dramas are
almost always underpinned by topics like transgression, punishment, and retribution. Shakespeare lived
through the sixteenth and seventeenth centuries. This period is known as the Elizabethan era, one of the most
prosperous times of English history. Under Tudor rule, the country experience an important economic
resurgence. Increased prosperity led to a generalised interest in the arts, particularly in theatre, music, and
literature. It was during this period of English history that the first theatres were built, as until that time theatre
plays were performed at town squares or at taverns. Iconic playhouses, such as The Globe theatre in London,
date back from Elizabethan times. In addition, military battles against the Spanish empire and the colonisation
of the Americas caused a revival in national pride and increased interest in all things that were typically
English. For the most part, laws had not changed since the medieval era, and although prisons did exist, their
use was mostly limited to being spaces were detainees awaited trial. Imprisonment as such was not considered
a punishment during the Elizabethan era, and those who committed a crime were subject to hard and often
cruel physical punishment. The common belief was that the country was a dangerous place, so stiff
punishments were in place with the objective of deterring criminals from wrongdoing and limiting the lawless
condition of Elizabethan roads and cities. We must also understand the fact that Elizabethan society was
divided into two classes: Class divisions were so pervasive that there were different criteria in place when it
came to defining crime. Punishment types also varied according to the social class of the culprit, although
nobles who committed an infraction were often able to escape punishment by buying their way out of it or by
appealing to their ties with the clergy or the monarchy. Treason was by far the most serious of all crimes, and
the playwright reflected this fact in several of his plays. There were two types of treason: This was a crime
often associated with the upper classes, and possibly, the most famous real-life example of the severity of
treason was the execution of Queen Mary, who was sentenced to death by her own sister Queen Elizabeth I on
the grounds of treachery. Petty treason involved acts of rebellion in other contexts, such as between husband
and wife or master and servant. Felonies included robbery, theft, witchcraft, and violent acts. These were also
punished with death often by hanging or beheading , although in some cases punishment was less severe.
Misdemeanors were often attributed to the commoners. Punishment could include whipping, starvation,
burning at the stake, dismemberment, hanging, the pillory, and branding. Later on, Lady Macduff affirms
before his son that traitors "must be hanged".
8: BBC - iWonder - William Shakespeare: The life and legacy of Englandâ€™s bard
Shakespeare has a lot to say about power and politics in his plays. These six quotes touch on what it means to be a
king, the power of the law, what separates royal from common, and speaking truth to authority. Folger Director Emerita
Gail Kern Paster provides some additional insight into the.

9: Kingship and Power in Shakespeare's Richard II, Henry IV and Henry V
This is most obviously true of Shakespearean villainsâ€”the megalomaniac Richard III, the bastard Edmond (along with
the ghastly Goneril, Regan, and Cornwall), the Macbeths, and the likeâ€”but it is also true of such characters as
Bolingbroke in the Henriad plays, Cassius in Julius Caesar, Fortinbras in Hamlet, and Malcolm in Macbeth. Even.
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